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Abstract 
  Art and landscape architecture have a historical and close relationship, and 
art works, such as painting and sculpture, can provide inspiration for landscape 
architecture. I believe that an inter-cultural design process could provide more 
solutions than an approach based on a single culture. Ancient Chinese 
landscape painting has a philosophy about living environments, which may be 
useful in New Zealand, but it should be combined with local aesthetic 
orientations. To achieve that goal, I will investigate New Zealand’s painting and 
art works, attempting to build connections between painting and landscape 
architecture. The same feeling while seeing the original art works and the 
resulting landscape architecture is the goal of this experiment, and that feeling 
is addressed by the perspective system. To explore the relationship between 
landscape and external art work, montage will be investigated as a method. 
My research supports evidence that landscape architecture could be 
influenced by and benefit from the exploration of multicultural art works. 
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1 Introduction  
  Great landscape art demonstrates ideas beyond the ordinary.  
  Inter-culturalism is a characteristic of contemporary culture, providing many 
useful theories that a single culture does not have. Therefore, a comparative 
study is obviously useful to overcome the limitations of our own culture and 
knowledge, as well as to maintain and develop individualities within a wider 
scope.  Many successful designers have combined different cultures together 
to achieve great accomplishments. East Asian aesthetics have a unique 
concern for nature and city, and this approach can be used to study and work 
with Auckland’s varied terrains and New Zealanders’ respect for nature. 
However, this thesis is not trying to rebuild Chinese-style landscapes. 
  The purpose of this thesis is to transform the cultural phenomenon which is 
based on the combination of eastern and western culture into landscape 
architecture through the technique of montage. The cultural phenomenon 
could be any form of art, such as painting, sculpture, photo and image. The 
source of the translation is based on reviewing and evaluating both western 
and Chinese culture, with particular focus on the perspective system in 
painting. 
  In chapter 3, the theoretical background, this thesis will first explore paintings 
in New Zealand. It will then evaluate the factors that influence a city’s colour 
composition to build connections between urban design and painting. The 
thesis will then refer to the landscape design of Claude Cormier to show 
contemporary examples of the translation from painting. Then this thesis will 
explore the metaphoric design of Rem Koolhaas to build the connections 
between artistic source and design environment. Following this I will review 
eastern landscape painting and use the consideration of perspective to further 
analyse the painting. 
  In chapter 4, Perspective Representation, this thesis will evaluate the 
application of perspective in Chinese landscape painting as well as western 
painting to address the nature of representation in drawing. This thesis will 
then analyse the composition of Chinese painting to suggest a similar 
composition in landscape design as the perspective is the liaison between 
painting and landscape design, because both are visually composed by the 
perspective system. 
  In chapter 5, Methodology, the process of translation is achieved by montage, 
which addresses the translation between dimensions. I propose to use 
photomontage to explore the possibilities based on James Corner’s theory. 
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This thesis will adapt Corner’s systematic methodology to build a framework 
and then introduce  other designers’ and theorists’ work into this frame to 
suggest montage experiments which may contribute to the design in the next 
chapter. 
  In chapter 6, this thesis will introduce three experiments which were designed 
based on the theoretical background and montage methodology. Many 
montages which combine the image of the site and external objects will be 
made, and the criteria of how to choose the external objects is based on the 
design proposal. Only the part of the montage that contributes to the 
landscape design discipline will be chosen to be further developed in the 
design tests. 
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2 Research Question 
  How can external objects based on the combination of eastern and western 
aesthetics be utilised in landscape design by photomontage? 
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3. Theoretical Background 
3.1 Painting in New Zealand 
  Swirnoff (2000) indicates that light and shadow define the surfaces of objects 
and reveal the material details. 
  New Zealand has unique geographic features. The big sky, clouds close to the 
ground, and bright and huge amount of natural light provide the sky with blue 
which fades from cyan-blue to pink, and green grass. People often cannot open 
their eyes because of the clear and transparent light all through the day. These 
geographic features influence how New Zealand’s artists choose black, white, 
brown, light grey and neutral colours (not the only reason) for drawing and as 
the colour preferences. 
  To find the relationship between painting and landscape in New Zealand, I 
chose two painters with different styles, Colin McCahon and Pat Hanly, to 
study their attitude to New Zealand’s landscape, colour and light.  
3.1.1 Colin McCahon 
  Brown (1992) indicates Colin McCahon revitalised the uninviting and ordinary 
landscape by showing its physical features; the painter believed this land was 
geologically shaped by the creative God for people to live in. In his early 
painting, figure 16, McCahon used “rhythmic pattern”. 
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Figure 1, Mapua Landscape. (McCahon, 1939). 
    Then he was influenced by Cezanne and Cubism. He followed the “optical 
shift employed by Cezanne to build up an illusion of controlled spatial depth in 
which some colours seem to recede, others advance, is not exploited as the 
basis for constructing his landscapes” (Brown, 1992, p17). But in McCahon’s 
paintings, Brown (1992) indicates that early Cubism’s simplification was 
removed, and he incidentally used colour to build his landscapes and allocated 
colour as subordinate to line and tone. His landscape was shaped by a linear 
pattern based on a simple form of solid geometry (a repeated triangular cone 
image) so this shape becomes a series of overlapped forms to present 
progression in space. 
  Such cubism could be used as a possible method both in photomontage and 
organising the space in landscape design. This may be able to show the unique 
cultural aspect of New Zealand in design and it will be further explained in the 
future research. 
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Figure 2. Kauri, (McCahon, 1955) 
Figure 3. Kauri trees, Titirangi. (McCahon, 1955) 
 
 
 
Figure 4. Pangatotara landscape no. 2. (McCahon, 1943) 
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3.1.2 Pat Hanly 
  Pat Hanly has a rare aesthetic in mid-20th-century New Zealand. O’Brien 
(2012) indicates that Hanly used clear, flat panes of colour, dizzying blasts of 
light and a boisterous company of human inhabitants in his painting. 
  In art school days, he created a notable painting, “Gothic Autumn”, with 
astonishing colour themes, which was about “a beautifully crafted synthesis of 
the gothic arches of the Great Hall and museum.” (O’Brien, 2012, p20). It has 
contrastive colour to show the shadow and light in New Zealand, with some 
tricks of perspective in the architecture. 
 
Figure 5. Gothic Autumn. (Hanly, 1956). 
    When he was in Europe, his painting was full of anger and anxiety about the 
Cold War. Then he returned to New Zealand and was inspired by the beaches, 
Pacific light, sky, grass and sea. He tried to use black, white, dark green and 
blue pigment and then combine them with bright colour. 
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  His work looked at both the rational and irrational world. He wanted to be 
close to the limited earth and close to the limitless sky.  O’Brien (2012) 
indicates his desire for paradoxical things makes him create yin/yang in his 
painting. This desire gives his painting a similarity with East Asian painting: the 
ideal world.  
   
Figure 6. Rain Over Mount Eden. (Hanly, 1972).  
  His polarised aesthetic also made him look at the inner, disordered energy 
and its ordered, hard-edged outlines. As in figure 14, Hanly used paint 
blotches, specks and scuffles within shapes to make the eyes unfocused, then 
viewers are able to take an inside journey. This series was developed as “Inside 
the Garden” over the next decades. O’Brien (2012) indicates this series is 
exaggerated, swollen and demonstrates “irrepressible theatricality.”  
 
Figure 7. Inside the Garden. (Hanly, 1969) 
15 
 
3.2 Colour 
 
  “Physically, colour is a sensation of light that is transmitted to the brain 
through the eye.” (Feisner & Reed. 2013. p2 ). Seeing different colours, the 
human brain has different reactions, so colours are able to change people’s 
emotions.  
  Swirnoff (2000) indicates that urban designers often concentrate on urban 
form and architectural shape rather than colour, which leads to a lack of 
stimulation for the eyes and the enlivening of the human spirit. It could be 
proposed that, because of that, many modern city environments become 
monotonous. 
  Swirnoff (2000) believes geographic location provides cities with tremendous 
variation. People are more likely to use colour which they often see or want to 
see. He further suggests that, comparing Italy, Mexico and Japan, colours 
significantly shaped the city environment, and are also how the culture vividly 
explains itself.  
  As examples, three different cities in different regions are compared. The 
geography in Mexico City is based on low altitude and high altitude, where 
there is strong light and a saturated sky, so this kind of strong, saturated colour 
design is a balance for the strong illumination and saturated environment, 
including the sky and the colourful rain jungle.  
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Figure 8. Colorful-Guanajuato-City. (Enpundit,nd) 
 
  There is a connection between light illumination and the sense of colour. In 
Japan, the sky is a filtered greyish-blue light rather than bright in intensity. The 
atmosphere is misty, damp, overhung with clouds. So, the Japanese sense of 
colour is ambiguity. Japanese use neutrals, traditional greys and deep, rich, 
nearly black colours in their urban designs. 
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Figure 9. Silver Pavilion, Kyoto. (Swirnoff, 2000, p108) 
  On the contrary, the illumination of light is rich and intense, but not harsh, in 
Rome. This Mediterranean light enlivens Rome. The deep green umbrella pines 
stand out against the bright blue sky. The streets are in deep, rich, warm and 
saturated colour. The local geography makes Rome’s urban colour solid, 
redolent and stable, with people using it to balance the special Mediterranean 
light. 
 
Figure 10. Villa Medici. (Swirnoff, 2000, p38) 
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3.3 Painting and landscape architecture 
  Claude Cormier is a famous, contemporary Canadian landscape architect, who 
explores montage and inspirations from painting. An example of the 
translation of painting to landscape design is Berczy Park, Toronto, Canada. 
The park has mosaic paving plazas, walkways, grassy berms, garden beds, a 
historic centrepiece, and a large fountain has been replaced by a new two-
tiered fountain with a unique and whimsical theme. Since its opening in spring 
2017, 27 dog sculptures – and one cat – are situated around, in, and on the 
fountain, each spraying water from its mouth. A golden bone sits atop the 
fountain. 
  The canvas in the painting was used in the façade of the building, becoming 
the background of this plaza, and dogs were placed around the city. The 
designer used the elements in the painting and transformed them in the 
project. 
 
Figure 11. The Dog Congress. (Beard, 1880)  
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Figure 12. Berczy Park. (Cormier, 2017) 
 
Figure 13. Berczy Park. (Cormier,2017) 
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  He also embraces abstract painting to create textured space then translates 
this texture to the organisation of space in the public design.  
 
Figure 14. Place d’Youville. (Cormier,2008) 
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Figure 15. Place d’Youville. (Cormier,2008) 
  “Sugar Beach is three parks in one – an urban beach, a plaza next to a studio 
performance stage, and a tree-lined promenade – united by a singular 
reference to the sugar refinery across the slip. The composition of spaces, 
details, and views aims to foster an experience of the surrounding 
phenomenon between the verticality of the city skyline and the horizontality of 
Lake Ontario, as well as a trace mood of the area’s industrial past.” (RAIC, 
2012). 
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Figure 16. A Sunday on La Grande Jatte. (Seurat, 1884) 
 
Figure 17, Sugar Beach. (Cormier,2014) 
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3.4 Metaphoric design 
  This is one aspect of the work of Koolhaas that could ground the irrational 
aspect of design that may be found in painting. 
  Koolhaas use Dali’s unconscious surrealism methodology to expose the 
irrational in modern architecture and generate his Avant-Garde work. Koolhaas 
sees New York City through the scope of Dali’s double image painting and 
builds a new relationship between original architectural language and 
architectural objects. 
  
Figure 18. Delirious New York. (Koolhaas, 1978, p.54) 
 
Figure 19. The Persistence of Memory. (Dali, 1931) 
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  This kind of metaphor makes the reader see one thing and think about 
another thing. If the analogy of architecture to language is used, architecture 
“was a set of given elements that could be reassembled at will to create new 
meanings. The city was made up of assemblages of given elements that were 
in a constant state of typological transformation. It was a kind of grammar 
where models and images were like letters or pieces of writing. The content of 
the models and images, their meanings, were expressed as metaphors, 
models, analogies, symbols and allegories.” (Hsu, 2016, p68). This kind of 
metaphoric strategy could become a mediator between my resource (like 
painting) and design. I could disconnect the resource from its original meaning 
and reassemble it with a new relationship with landscape architectural 
language.  
  For example, Koolhaas’s Exodus and Floating Pool is a disconnection and 
reconnection. The conception “Exodus, or the Voluntary Prisoners of 
Architecture”, is based on the metaphor of West and East Berlin in the Cold 
War. In this design he uses the forbidden wall to innovate a new kind of urban 
assemblage that responds to the specific kind of social status by considering 
specific political states. In his Floating Pool, he gives the pool the meaning of 
shelter, house, boat – which is a bio-metaphor of escaping, evolving, the 
skyscraper and persistence of Constructivism. 
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Figure 20. Exodus. (Koolhaas, 1995, p358) 
 
Figure 21. Floating Pool. (Koolhaas, 2014, p253) 
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3.5 A common pattern in East Asian landscape painting: 
  In ancient Chinese and Japanese landscape painting, the painters do not draw 
what they see; instead, they design the picture by combining the natural 
elements together and creating their ideal world.  Their painting is based on 
specific natural scenery, but it does not matter if painters have been to and 
seen that scenery themselves. They design the natural scene in their mind.  
  Eight views of xiao and xiang rivers is a common topic in Chinese, Japanese 
and Korean ancient landscape painting. In comparing Figure 1 and Figure 2, 
they have the same elements (mountain, tree, lake, land, people, bird as their 
basic elements, and arranged in specific activity and weather), but in different 
compositions and reflecting their different landscape features based on their 
surroundings.  
 
 
Figure 22. Eight views of xiao and xiang rivers – Geese Alighting on a Sandy 
Shore (Wang, 1150). China 
   
 
Figure 23. Eight views of xiao and xiang rivers – Geese Alighting on a Sandy 
Shore (Toun, 1675). Japan 
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3.6 Relationships between painting and garden 
 
  Keswick (2003) indicates that Chinese landscape painting and gardening are 
always mutual developments. It is important to study one and know the other. 
  Actually, Chinese and Japanese gardening is a kind of painting using physical 
natural elements. The designer uses full-sized or simulated mountains, trees, 
lakes, land, people, villages, boats, temples in the garden to create their own 
nature so that they are able to put their physical body or spirit inside this 
artifical world. 
  A close connection between painting and the garden plan can be seen in the 
following two images. 
 
Figure 24. The drawing of Wang Chuan’s scroll (detail). (Wang, nd) 
 
Figure 25. The drawing of Zhan Garden. ( Yuan, nd) 
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3.7 The comparison between eastern and western aesthetics 
  Wu (1992) discusses the comparison of eastern and western aesthetics based 
on historical, cultural, philosophical and technical backgrounds, then 
approaches the understanding of landscape design aesthetics. The general aim 
of Wu’s research is finding out “why and how do people like and design 
landscape” (Wu, 1992, p6). Landscape design is important in that it relates to 
people’s life, work, family and it costs labour and money. The sense of beauty 
of a designer comes not only from looking at the visual spontaneous response, 
but also by measuring response, an analysis of human desires. He claims that 
humans used to live in the wilderness, which is dangerous, but living in the 
wilderness has a new meaning in a contemporary context, which means 
escaping, adventure, and being far away from the illness of modern life. Wu 
(1992) further found both western and eastern landscape art depicts scenery, 
revealing ideals and conveying emotions by reviewing the history of the 
evolution of landscape painting. Particularly, in the comparison of English 
Romantic Art with Chinese Shan Shui Hua, they both appreciate the power of 
nature. In details, Romantic painters admire ruins and tragedies, and Chinese 
designers appreciate raw, natural materials such as stone. The stone element 
is personalised by Chi (breath) – if people lose Chi, they will die – as well as 
how to arrange stones in the garden. It becomes a life and death matter. Both 
in painting and gardening, stone is the root of clouds, the link between heaven 
and earth. The stones are arranged near buildings, outside a window or near 
the edge of the water as if they have grown from earth. This spatially connects 
man-made and nature, and is also the vertical element which leads the sight, 
light and shadow. Chinese designers are concerned about the plant’s gestures 
instead of colour and numbers. They often use local plants which grow faster, 
are cheaper and healthier, but the plants need to be very delicate in their 
shape to fit the composition of the space. For pictorial reasons, even a dead 
tree trunk may be carefully kept in the garden as an aspect of the scene. Wu 
(1992) indicates in English aesthetics, new or uncommon things give people 
pleasure with an agreeable surprise. The same comes from the mixture of 
colours, symmetry, proportion, arrangement and disposition of the structures. 
Surprisingly, “Therefore, compared with the known influence from Italy, 
France, and Holland, notwithstanding the contribution of Temple and 
Chambers, we can with certainty say there has been no fundamental influence 
from China upon English landscape” (p322). 
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3.8 The liaison between two cultures 
  “The intended purpose and motivation of science and technological progress 
in our Western civilisation is mainly directed at achieving perfection in 
measuring and rendering the objective and accountable ‘truth’ of our world.” 
(Bolewski, 2010, p2). 
  As a result, the grid system has been the basic linear perspective in western 
culture since the Renaissance. Geometrical vision has influenced western 
culture’s perception of the world, including western painting, photography, 
film and 3-D digital techniques.   
  On the contrary, Chinese painting considers “san dian tou shi”, which means 
multiple or no vanishing points. Eastern artists observe the world from 
unrestricted, shifting points of view, which is different from the western single 
perspective. Painter Guo Xi established this system, “Mountain has three 
distances. Looking at the top of a mountain from its base shows distance 
stressing its height. Looking at the back of a mountain from its front shows 
distance stressing its depth. Looking at the mountain beyond from a mountain 
close by shows distance stressing its levelled broadness.” (English translation 
of the original text: Wong, 1991, 302.) “An artist can combine two or three 
expressions of distance in a single landscape.” (Bolewski, 2010, p5.) Chinese 
painters may place a deep valley next to a high mountain, which creates the 
illusion of huge depth. The narrative nature of eastern landscape painting 
generates the same repeated human figures in different viewpoints or 
perspectives to compose the whole story-like film. Surprisingly, this view-point 
has a similarity with Cubism, which depicts one object from different 
perspectives. Bolewski (2010) presents the Chinese landscape painting’s 
perspective in a 3-D video, combining a time line with horizontal and vertical 
depth. This may be a useful device for finding a connection between western 
and eastern painting.   
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Figure 26. Video. (Bolewski, 2010) 
 
  Wu (1992) indicates, from the patterns of Cezanne, Mondrian and Picasso, 
that the vertical to the horizontal contrast plays an important role in 
composition, and the same geometrical features were endlessly repeated.  
 
Figure 27. Patterns of Cezanne, Mondrian and Picasso (Wu, 1992) 
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4 Perspective Representaton  
4.1 Perspective applied to architectural drawing  
4.1.1 Available methods to arrange the integral scenes 
  Analysing how to arrange scenes in painting based on zoom in and out, the 
designer could have a direct impression of what their spatial design is going to 
be. The 2-D painting can be understood and transformed to 3-D design based 
on that impression by arranging landscape scenes formed by using different 
viewpoints in different ways. 
4.3.2.1 Stable paragraphing 
  Since we conclude that eastern perspectives come from many integral scenes, 
we may think about how the painter juxtaposes different scenes into one 
painting, and this would be helpful in suggesting how the designer combines 
scenes together in spatial design.  The next examples are based on the changes 
of perspective in Chinese landscape painting as well as comparison with 
western art work. 
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Figure 28. Travelers among Mountains and Streams. (Wang, 2015, p16) 
  Wang (2015) indicates there are three typical scenes in Travelers among 
Mountains and Streams: 1. Bottom is the first scene: a shore is as broad as the 
picture, and a huge stone is in the middle of the shore. Its perspective or 
viewpoint is close to the height of human’s eye. 2. Lower middle is the second 
scene. When the sight extends over the huge stone, the observer looks at the 
stream between two mountains. The scale becomes smaller and the viewpoint 
becomes higher. The objectives are far from the first scene. 3. Two-thirds of 
the painting. Above the blank (mist or cloud), a giant mountain grows up, and 
makes the observer feels the weight of the mountain.  
  These three scenes do not physically connect to each other. The connection 
between them is given to cloud, water body or just blank. They are each a 
complete scene and these scenes are highly functional, which leads the sight 
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from standing in front of object looking closely to looking down and abruptly 
looking up.  
4.3.2.2 Staggered, upside-down paragraphing 
  Wang (2015) further indicates that the stylisation of paragraphing enables 
painters to assemble scenes. In this painting, Wang indicates that the painter 
considers the blank water as a reason to cut and combine sections without the 
earlier style. The three mountains are around the water, which are not rooted 
into the ground or painting, and they are unstable. They are rudely juxtaposed 
to each other. There is no longer continuous visual connection like earlier 
painting. It is collage. Like Picasso, his objective collage suggests section; 
overall and part; boundary; and has a similarity with that painting. 
  
Figure 29. Fang Huang He Shan Qiao Tu Ce. (Wang, 2015, p17) 
Figure 30. Bottle of Vieux Marc, Glass, Guitar and Newspaper (Picasso, 1913) 
 
  The same painter has another painting suggesting anxiety. The high-mountain 
composition gives way to a big hole, and mountains should be stable, but they 
seem to have movement towards different directions now. Several mountains 
are even upside down. The distance of scenes become ambiguous, objects mix 
together and become each other. This painting also suggests a similarity with 
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Picasso’s Cubism painting. It even shows the same emotion as Guernica. 
Proportion and scale are changed, things are joined together and broken apart, 
which shows uncertainty and anxiety. 
 
Figure 31. Shi Tian Shi Yi Zhou. (Wang, 2015) 
Figure 32. Guernica. (Picasso, 1937) 
 
35 
 
4.3.2.3 Continuous paragraphing 
  Wang (2015) suggests another continuous relationship in landscape painting. 
In this painting, it is hard to find different scenes. There is no cover (mist, cloud 
or water) to divide scenes, so there is not that kind of “separate integral 
perspective”. Instead, it is more as if it turns the deep relationship into a 
vertical narrative, revealing the relationship between paragraphs. Wang 
indicates that the painter “peel off” the covers that existed in other paintings, 
so this painting is naked and does not suggest the spatial feelings anymore. 
The vertical pattern is ordered like a triangle motif, and it wrinkles regularly to 
enrich content.  Surprisingly, another painter has a more specific interest in 
this pattern. He uses an endless surface to demolish the space and makes his 
façade unmeasurable but frees the imagination. This pattern could also be 
found in the development of Mondrian’s painting. As in an earlier Mondrian 
tree, it is still in the tree shape with a clear boundary, then the tree becomes 
an endless abstract line pattern and extends outwards. 
        
Figure 33. Fang Wangmeng Shan Shui Tu Zhou. (Wang, 2015) 
Figure 34. Ju Qu Lin Wu Tu. (Wang, 2015) 
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Figure 35. Grey Tree. (Mondrian, 1911). 
Figure 36.  Apple Tree in Flower. (Mondrian, 1912). 
Figure 37. Composition. (Mondrian, 1913). 
  As the objective scale changes, the viewpoint shifts in another way. If we 
conclude the above paintings are from a godlike view to a bird’s-eye view, then 
we can find how the viewpoint changes and arrange layers from a human view. 
  Here is the example. The framing of this painting is narrow and close, making 
the observer feel constrained. This framing makes the viewpoint change 
violently, but every stuffy viewpoint has a way to lead the sight away. It makes 
the observer think about the faraway and feels mysterious and curious. The 
essence of this painting relies on the sensitive boundary system that suggests a 
folding linear pattern. It could push the observer away or pull the observer 
back and turn them around. As a result, the observer watches the painting 
both outside and inside. So, this painting enables the reader to come back to 
the viewpoint of the human being. 
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Figure 38. Xue Shan Tu. (Wang, 2015). 
 
4.3.2.4 Junction between two worlds 
Wang (2015) indicates in this painting that the painter wants to suggest the 
height of the mountain, but how he technically does is by drawing the bottom 
of the mountain in complex detail. This painting is 1.9m in height and 1.4m 
wide. The observer’s sight range is covered by the painting, and when they are 
standing in front of it, it feels like they can step onto the path in the painting. It 
suggests height, but the hill is ambiguous. It leads the observer’s view to focus 
on the bottom and forces them to get close and feel the height. 
 
Figure 39. Wan He Song Feng Tu. (Wang, 2015). 
In this painting, the painter suggests space, both reality and dream. This 
painting is like a section, the hills are all upside down, their roots on the top 
covered by cloud. In the bottom of the painting, a small tower grows on the 
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top of the pine. The middle part is blank, showing the distance between the 
two worlds. The main body of the mountain is torn, from the hole, and the 
observer can see another world. This section, reversing sight and perspective, 
can be understood as the gate between two times and spaces. This viewpoint 
makes people dizzy so it has the power to invert all their former landscape 
experiences. 
 
Figure 40. Xue Hong Gu Zi Fa Ce Ye. (Wang, 2015) 
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4.2 San Dian Tou Shi  
  Fang (2009) indicates how space shifts according to the “San Dian Tou Shi” or 
three distances in Chinese landscape painting. As is well known to Chinese 
scholars, there are many perspectives in a single landscape painting, and every 
perspective is a space. Fang states if the perspective shifts to another space, it 
is always followed with the shifting of time. Painters often use mist, trees, 
stones or blanks to fill in the gap between the spaces, which connects the 
parts. He concludes that the essence of “San Dian Tou Shi” is the complex 
feeling about the movement of time and space, and this feeling has many 
layers. The largest layer is the whole view, the arrangement of a single space, 
the smaller one is the relationship between objectives in a space, and the 
smallest is the detail of the object. 
  Based on this theory, Fang (2009) proposes three strategies of how to use 
three distances to control the architectural design: arranging space site 
strategy, view shifting control strategy, depth of space shifting control 
strategy. Although he does not develop these strategies systematically and 
theoretically, he uses contemporary examples to explain them. The first one is 
a balanced but discrete plan. The second one is to simulate how viewpoints 
shift in landscape painting. Fang indicates in Shu Wang’s Teng Tou exhibition 
building, when visitors climb the inclined path, step into the building, look over 
the outside, they experience three distances: height, depth and expanses. 
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Figure 41. Wu Xie Shan Tu. (Chen, nd) 
Figure 42. Ningbo Teng Tou Guan. (“Ningbo Teng Tou Guan”, nd) 
  The third strategy is how to connect and isolate spaces. This is how to control 
the visitor’s sight. The essence of Chinese traditional garden design is the 
twisted and turned space, which creates the complex and mysterious space in 
a small site; in the example of the Teng Tou exhibition building, inclined paths 
continuously connect the spaces which are created by walls, but these paths 
zigzag or turn and twist, which forces people to shift their gaze, creating 
different perspectives in a small place. The big hole in the wall attracts visitors 
to explore the mysterious objects behind the wall. Visitors cannot see them 
clearly, so they are wanting to reach the far place to see them. Shu Wang was 
inspired by The Mountain of the Five Cataracts, which generally shows a depth 
distance, but also has the sub-three distances in how spaces were organised. 
  Fang (2009) further indicates how Sou Fujimoto also applies depth distance to 
Musashino Art University Museum & Library. He creates infinite space to 
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suggest a continuous sequence of space.
  
Figure 43. Plan of Musashino Art University Museum & Library. (Fang, 2009). 
Figure 44. Image of Musashino Art University Museum & Library. (Fang, 2009). 
Evaluation 
  The objectives of Chinese painting and gardens have many similarities. Fang’s 
examples are all contemporary architectural design. Ancient architects had not 
used these techniques to construct buildings; instead, ancient landscape 
gardeners used these techniques to construct gardens, and arrange buildings 
among gardens. So, these contemporary examples are more like huge garden-
shape constructions following the point of view of landscape painting. As a 
result, Fang’s research overvalues the strength of “San Dian Tou Shi”, because 
he was not aware of the ambiguous boundary between the technique of 
creating a garden and the technique of creating a painting. Although an 
ancient Chinese garden is a direct translation of landscape painting, once it 
becomes a three-dimensional garden, it has the dimension of time; people 
walk and see different perspectives, and these perspectives are exactly how 
humans’ eyes react to objects. Furthermore, once the objectives become 3-D 
structures, they must have single vanishing point, and when visitors watch the 
different objectives, they must shift their sight, and it is not because of “San 
Dian Tou Shi”; instead it is because of how eyes operate. They did not realise it 
is a concept only in painting, so a garden does not need “San Dian Tou Shi”. 
This is unlike 2-D painting, which needs it to enable a time dimension on the 
paper. In fact, the overvaluing of “San Dian Tou Shi” in their thesis also can be 
explained by the aspect of combining different elements into one sight. 
Although Chinese gardens’ control lines are primarily structured by painting 
and the three different vanishing points, the contents are abstract. Compared 
with a western garden or modern park, there is still not much difference to 
what human eyes could observe in one view. To be more specific, this does not 
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mean when a visitor is standing in a western or modern landscape design they 
can only have one vanishing point. In fact, as visitors turn their heads and shift 
their eyesight, the vanishing point will emerge, much as in the traditional 
Chinese scholar’s garden. The differences rely on how many integral scenes 
visitors can see.  
 
 
Figure 45. Parc de la Villette. (“parc de la villette”, n.d.). 
Figure 46. Central Park. (“Central Park”, n.d.). 
  For example, while visitors walk in La Villette park or Central Park, they see 
one integral scene from different angles. Different components constitute that 
complete scene. For example, in La Villette, the red sculptures are in the centre 
of sight, while silver chairs are the foreground, and forest is the background. 
They compose a complete scene of a playground in the park. In Central Park, 
the lake, different trees, and skyscrapers compose the scene of a comfortable 
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green space in the intense city. By comparison, if the visitor walks in Zhuo 
Zheng Garden, they may see many complete perspectives from one view-angle 
or within a few steps. These perspectives are not only the components of the 
whole picture visitors see, rather they have their own elements and can be 
juxtaposed into one picture. Visitors stand in front the water, and their line of 
sight is scattered by four integral pictures: 1. A bridge followed by a mysterious 
path. 2. A hill covered with bush and thin trees far away, maybe a half-covered, 
small building. 3. A pavilion on the right of the view, with a zig-zag corridor 
leading somewhere. 4. The twists and turns of the stream and pond leading to 
an open area with a background of a wall or mountain. Visitors can see all 
these pictures in one view or within several steps.  
Avoid Overvalue 
  These three landscapes don’t behave on the same function or scale, which 
suggests that “San Dian Tou Shi” is not the only characteristic existing in these 
landscapes. The function of that perspective in La Villette is playing and resting 
on a small scale, while the function of that perspective in Central Park is to 
watch on a big scale. The perspective of Zhuo Zheng Garden is to watch and 
walk in a small to medium scale, so “San Dian Tou Shi” does contribute to 
organise this kind of space. 
   
Figure 47. Zhuo Zheng Garden. (“Zhuo Zheng Garden”, n.d.). 
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An available method to control sight  
Although they fail to combine “San Dian Tou Shi” with garden design 
appropriately, other scholars find a relationship between how sight shifts with 
“San Dian Tou Shi”. 
From studying in art college instead of architectural college, Bian (2017) 
indicates how Chinese landscape painters create “San Dian Tou Shi” in details. 
In a painting, when painters arrange elements, they ignore the real proportion 
between mountains, trees, people and buildings. They draw the elements 
using the proportion that they need, which always reduces the ratio of each 
element, and they adjust every ratio according to the position in the painting. 
When the ratio is reduced, hill and valley could be arranged together, which 
looks reasonable and harmonious. Bian further expands Fang’s strategies of 
how to use three distances to control the architectural design. In view shifting 
control strategy, Bian uses an example of David Hockney, as well as Zhenzhong 
Peng. 
 
 
Figure 48. Henry Moore Much Hadham. (Hockney, 1982). 
Figure 49. Zoom in and out. (Bian, 2017). 
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These two photos can be explained by “San Dian Tou Shi”, the shift of sight, as 
well as Cubism. The method to control sight is to continuously combine 
different sights and objects, framed with grids (the square frame in the 
photos). Every cut part has a narrative meaning, which supports the meaning 
of existance itself. From the whole picture, every individual organises a 
complete image. The observer could obtain different feedback from different 
parts, while every panel or sight has its single vanishing points. The observer 
can see many views, and these views have a time dimension, and are 
connected with each other. This is the real strength of “San Dian Tou Shi”, 
which reveals the overall composition by isolated but consequent parts. 
Technically, this method needs to zoom in and zoom out to every part within a 
whole objective, and Cubism works in this way too. The value of his work is 
that he points out how zooming in and out controls sights to organise the 
components of the whole picture. This could be used in landscape design as a 
method to organise space by visual conceptions decided by the different 
distance, scale and angle.   
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4.3 Contemporary Chinese spatial design led by Chinese landscape painting aesthetics  
 
Shu Wang 
Shu Wang created a vertical mountain-shaped museum, with an exterior as if 
cut from a mountain in the following painting. Research about a modern city 
was juxtaposed into this mountain.  
 
Figure 50 Ning Bo Museum and its prototype. 
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Wang makes the edge of the building lower than roof, and the edge incline to 
the outside, which extends the building to the countryside and makes it fit into 
the environment. Then the shape of this building looks as if it is stretching or 
extending to the land, so it has breadth. The main entrance is a crack at the 
bottom of the building. It is thin and long, next to a quiet pond. A bridge 
connects the square with the entrance, where the visitor will feel the 
impression of height of the building. When visitors get into that entrance, the 
narrow space and low celling make them feel the weight above, which is a 
recall of depth distance. Once they enter the lounge, the space is bigger again; 
it is bright, with a high celling, which is the feeling of expanse. 
 
Figure 51. Main entrance of Ning Bo Museum. (“Main entrance”, n.d.) 
Figure 52. Roof courtyard entrance of Ning Bo Museum. (“Roof”, n.d.) 
The inner circulation is always multiple paths, consisting of a labyrinth of 
mountains. The labyrinth may fit any circulation of visiting the museum. The 
whole building has three valleys with huge stairs, one indoor and two outdoor. 
Four caves connect the transportation, four patios in the centre of building. 
The first floor is like the root, and the whole building is a labyrinth, spaces twist 
with each other and grow up with each other. And these spaces are 
combinations of three distances. The most poetic patio is the one in the centre 
of the mountain area, which has green glass. Shu Wang describes this work as 
a secret and quiet green lake in the mountain area. 
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Figure 53. Stair of Ning Bo museum. (“Stair”, n.d.). 
Figure 54. Green Glass. (“Green Glass”, n.d.). 
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Xin Wang 
Xin Wang designed his tea house building originally from Wind in Pines Among 
a Myriad Valleys. 
 
Figure 55. Mi Lin Cha Hui Section. (Wang, 2015). 
Figure 56. Wan He Song Feng Tu. (Wang, 2015).  
The site is a narrow and ruined place in Hang Zhou city, which used to be a 
residential area and has a long history. The wall was demolished and only an 
old red door remained.  
 
Figure 57. Site Photo . (Wang, 2015). 
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Xin Wang arranged poles as a metaphor of a tree, and the poles enable the 
space to have depth and layers. Visitor standing in front of the building feel the 
height. 
  
Figure 58 Mi Lin Cha Hui perspective. (Wang, 2015). 
Climb the mountain by steps, “red trees” surround visitors, and the red door is 
on the opposite wall. Visitors can only see the door by the space between 
trees, which arouses their curiosity and visitors are more likely to walk around, 
which suggests anther world. They feel the depth.  
 
Figure 59. Mi Lin Cha Hui perspective2. (Wang, 2015). 
When visitors reach the top of the mountain, they see the main tea house. The 
windows are all opened, they can see the real mountain far away, and visitors 
feel the expanse of distance. After this journey, the visitor feels three distances 
in this building. 
These two examples explain the three distances in contemporary architecture 
design, but this theory does not exist in architecture design in the past. Three 
distances in landscape painting aim to create a landscape which is able to offer 
“walk, watch, visit and live”. The “walk and watch” is physical, which people 
can observe with their eyes. The “visit and live” means the psychological 
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feeling to a place, if observers think they belong to the space, it could provide 
the fun of visiting and comfort of living. Generally, this is also the aim of the 
emotional feeling of an architect who designs within the three distances 
theory.  
To develop the translation between dimensions, my major theory is montage, 
which consists of a wide range of techniques, but I will focus on manipulating 
the materials from painting, drawing, mapping or pictures. Then, other 
theories are used as the contents. Montage plays a role as their shaping 
system. 
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5. Methodology - Montage 
  “separating the various layers of cinematic experience to coordinate the 
movements of the camera with the playing of the soundtrack, the dimming 
and brightening of light, and the timing of editing and cutting. Eisenstein called 
the intersection of the various layers “correspondences”, explaining how the 
full meaning embodied in the film would be a result of their simultaneous 
correspondence — an overlay known as montage.” (Corner, 2014, p175).    
5.1 The importance of montage in landscape architecture 
  Hansen and Waldheim (2014) indicate montage is the most widely used of 
representation forms, and the overlay of images has an equal status with 
image-making itself (as montage was firstly used in the film area, to suggest 
time). In the 18th century, gardeners found montage could be used to 
represent the seasonal dynamics of the landscape. 
 
Figure 60. Mosely Hall near Birmingham. (Taylor,1792) 
  Superstudio (1966-1978) imagines future landscapes as critique and 
provocation. 
 
Figure 61. Cube of forest on the golden gate. (Superstudio, 1970). 
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5.2 Montage applications to landscape architecture 
 
  James Corner explores the use of techniques: Collage, Mapping and Diagram 
in his book of Landscape imagination : collected essays of James Corner, where 
these techniques play different roles in the process of landscape design. 
   
5.2.1 Collage: 
  The design of landscape architecture relies on representation. If we take 
landscape design as a series of arrangements of scenery, we may ignore a fact 
– the participation of people in landscape architecture.   Griffith uses a similar 
technique in his dissertation. (See appendix 1). “Landscape perception is more 
fully the result of an accumulation of incident, impression and detour, more 
like a rambling and unpredictable sequence of events than a contrived picture 
show.” (Corner, 2014, p179). Because of that, pictorial representation can lead 
to an overweighting of illusionary visual photo-making rather than sensual 
landscape design. To avoid that, Corner finds a kind of representation that 
could better articulate a greater sense of experience. He was inspired by the 
picture below: 
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Figure 62. Genre Allegory (George Washington). (Corner, 2014). 
  “iodine-soaked bandages pinned to a canvas with military stars ironically 
recall a rather disordered American flag and also silhouette the distinctive 
facial profile of Washington” (Corner, 2014, p178). This is a metaphor work, 
which could be seen as but is not a kind of image, not a real picture of objects. 
It is a conjunction of ideas, the essential objects beneath the surface features. 
So, it does not simply show forms that we already know, instead it shows the 
new possibility of objects (which could be landscape architecture). Inspired by 
that, Corner collages some photos together before designing a park, and takes 
it as: “that drawing is fundamentally about making images suggests that it 
might actually generate and transform ideas for the percipient rather than 
simply representing them” (Corner, 2014, p192). 
 
 
Figure 63. Nest. (Corner, 2014) 
  Valkenburgh (1996) indicates how James Corner and Alex MacLean launched 
a project that looks into the complex and essentially remarkable process of 
how “untouched” or ordinary USA landscapes may turn into the source of 
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designed landscape in the future. They take account of the current 
surroundings and measure them in a different way, which may spark future 
observation of the current landscape. 
  They start by taking aerial photos, and work to understand how the various 
agricultural and technological landscapes are layered to embody the land. They 
use montage to critically describe how geologic formations influence the 
agriculture, industrial, residential and sacred land. 
  Figure 24 shows the windmills situated on the edge of Los Angeles, which are 
like the structure of Doric temples, and respond like Chinese temples to Feng-
Shui. The black, untreated map is framed as the shape of turbine gear and 
wind shadow, layered by a section of the mountain range,  and air data 
(temperature, pressure, wind velocity charts). This montage ideographically 
and synesthetically describes the windmill and shows which elements 
constitute this landscape.   
 
Figure 64. Windmill Topography. (Corner,1994) 
Corner embraced a “ideogram” technique, to “represent an idea or concept, 
incorporate aspects of Surrealism and filmic montage and allow the designer to 
extend the image’s associated capability by contrasting seemingly 
disconnected elements while maintaining the ambiguity of such a 
juxtaposition” (Hansen & Waldheim, 2014, p76).  
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Figure 65, Lake/ City/ Horizon. (Corner, 2014)  
Corner (2014) believes montage could provide simultaneity to landscape 
design. Ken Smith and Alice Adams, who are landscape architects, created A 
Long Look at Fifth Avenue, which stretches the bounds of landscape 
architecture. It explores the “episodic interventions such as chandeliers and 
parquet paving in place of traditional street furnishings. In so doing, the image 
challenges expectations as to the appropriate dress for a well-furnished public 
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realm” (Hansen & Waldheim, 2014, p19). 
 
Figure 66. A Long Look at Fifth Avenue. (Smith & Adams, 1996) 
Evaluation: 
  This method provides a new aspect to consider the photo and its meaning, 
and how to get inspiration by collage before design. 
   But even Corner indicates his drawings from Taking Measure Across 
America…. are not the direct tool for design. Richard Weller (2009) thinks these 
images may not occasion real landscape in the future because they do not 
have the propositional force to do so. 
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5.2.2 Diagram 
  Unlike painting and sculpture, which are direct representations of the 
material, architectural drawing is the intermediary to the material 
construction, so it could be compared with music scores, codes or scripts, 
which are diagrams and notation. Allen (2009) parallels diagrams and 
notations, and the diagram is more concerned with structure than with 
meaning, which is able to organise and make notation possible. 
  Collage is a conjunction of ideas, aimed at discovering the objectives of the 
project. Diagrams and notation may contribute to that because they are 
symbols. Different to collage, “Diagrams function through matter/matter 
relationships, not matter/content relationships” (Allen, 2009, p54). As a result, 
the diagram collapses the interpretation, function or meaning of the objectives 
so it shuts down the meaning beneath the notation. However, it creates 
meaning of surface to regain the depth that it lost in collapsing the function or 
meaning. 
 
Figure 67. OMA. (Corner, 2014) 
  This is a diagrammatic practice, which connects the actual places (Estacion, 
Forum Triangular, Rue Le Corbusier, Prague, Saint-Maurice, Congrexpo) 
together in a virtual diagram. It is not only an historical account, but it opens 
the architecture’s outside. It extends the diagram in architectural practice with 
less means but more effects, which means an architecture that behaves like a 
diagram, neutral to the construction itself. It has high performative effects but 
low architectural means to fit functional meaning instead of representing 
architectural forms.  
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Figure 68. MVRDV diagram for Expo 2000. (Corner, 2014) 
  In Allen’s opinion, the diagram is not a separated critique or correction for 
resisting the arbitrary or incomplete design procession, but it could be an 
additional method which “accepts architecture’s place in this flawed reality, 
not cynically but with cautious optimism” (Allen, 2009, p56). 
  To capture the dispersed flow in the contemporary city, Allen believes some 
measure of control has to be achieved. It is not a simple substitution but rather 
an addition to the older range. The map, diagram and the script could enlarge 
that range. This is a proposition of how the diagram can score, capture and 
create flows.
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Figure 69. Lawrence Halprin.Danceing Score. (“Lawrence Halprin.Danceing 
Score”, n.d.). 
Figure 70. Lawrence Halprin.musical Score. (“Lawrence Halprin.musical Score”, 
n.d.). 
Figure 71. Graham Foundation. (“Graham Foundation”. n.d.) 
Figure 72. Notation. (Corner, 2014) 
  Hence the importance of the diagram for my research: it is a radical method 
to combine present and highly specific drawing to work on reality in the future.  
It combines polarised forces in the city (not only visible but also invisible flow). 
It is a drawing version of collage, an important part of montage research.  
 
 
63 
 
 
 
 
 
5.3.3 Mapping 
  Mapping reveals sites previously unseen or unimagined. (See also appendix 
3). Mapping re-makes terrains with new and diverse consequences. Corner 
(2014) states he is more interested in what mapping can do in design, so he 
investigates the operational process of mapping, which are “fields”, “extracts” 
and “plotting”.   
  Field is the ground in a mapping system, and is the most creative act in the 
mapping, because it makes objects that have been observed apparent. It is the 
graphic system that organises the “extracts”. “The system includes the frame, 
orientation, coordinates, scale, units of measure, and the graphic projection 
(oblique, zenithally, isometric, anamorphic, folded, etc.)” (Corner, 2014, p213). 
  Extracts are the products isolated from their original seamlessness by field, so 
they can be manipulated or studied because they are detached. Different fields 
produce different extracts and they provide alternative patterns and 
possibilities. 
  Plotting draws the potential visible relationship between extracts in the field 
rather than just listing the current extracts, so it is a creative interpretation of 
the map. 
  Field sets the rules, establishes systems, then extraction isolates the data. 
And plotting builds the new relationship.  
   These three stages are summarised by James Corner, and he gives four 
techniques of mapping practices in contemporary planning and landscape 
design. These practices have effects on the manipulation of the space, which 
are “drift”, “layering”, “gameboard” and “rhizome”. Each of them is a 
utilisation of Field, Extracts and Plotting. 
Drift 
  The situationists use the performative aspects of the map. They observe the 
set of events from the given milieu in maps.  These experiments are highly 
personal, cognitive and mental, and arouse new images of space and 
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relationship. The figure below reflects a street-level aspect of a city by 
distributing Paris (for example) into blocks and then linking them by turns and 
detours. 
 
Figure 73. Discours sur les Passions de L’amour, by guy de bord. (Corner, 2014) 
  The above figure shows the physical terrains and hidden topography instead 
of the master plan, which is also the function of drift. 
Layering 
  Tschumi and Koolhaas each develop layering to superimpose various layers 
on others and make a heterogeneous and thick surface. These layers are 
different functional parts. 
  “The layers are not mappings of an existing site or context, but of the 
complexity of the intended program for the site. The resulting structure is a 
complex fabric, without center, hierarchy, or single organizing principle. The 
composite field is instead one of multiple parts and elements, cohesive at one 
layer but disjunctive in relation to others. Such richness and complexity cannot 
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be gained by the limited scope of the single master plan or the zoning plan, 
both of which group, prioritize, and isolate their component parts.” (Corner, 
20, p222). 
  Using analogy, layering could be compared with “the combination of different 
coloured paint delineations for the playing of games superimposed on a 
gymnasium floor” (Corner, 20, p222). Every sport has its own rules, which give 
the meaning of the layers, but there still is the possibility to make games 
happen at the same time and become a game hybrid as a new event. 
 
Figure 74. Layer diagram for Parc de Lavillette, by Bernard Tschumi, Paris. 
(Corner, 2014). 
As we think about this layering technique, the most important thing is that it is 
performative, not representational. It is not the analysing drawing after 
finishing the master plan, instead it is how the design itself is generated. It 
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allows new possibilities (new layers), which are more open than the descriptive 
and restrictive original map.  
  Peter Eisenman uses local maps, choosing different and important historical 
events, to transform the layers of these events into a new composite assembly.    
  As a result, landscape and building become one composition, suggesting that 
events are often visible in maps but not on the ground. These events are: 
“ranch”, “campus”, “fault lines”, “land division grids”, “river”, “channel” and 
“coastline”. These layers (forms derived from topographical maps) are drawn 
as key figures, which could be manipulated in ways such as shrunk, enlarged, 
or rotated by the designer’s code. For example, “fault lines” is not the 
represention of a geological condition, but rather to be extracted and 
transformed into a new element or figure in design. 
 
 
Figure 75. University Art Museum, Long Beach: site plan, by Peter Eisenman,  
1986. (Corner, 2014). 
“In both defamiliarizing and systematizing the landscape through such a series 
of mapping operations, Eisenman eliminates the traditionally assumed causal 
relationship between form and intention while also avoiding the limitations of 
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purely autonomous, self-referential procedures of composition.” (Corner, 
p224). 
  This example may be very useful in my research, because it is a good example 
of narrative design, and it also has a similarity with East Asian aesthestics – the 
combination of various elements and events from nature. 
   
 
Gameboard 
  This large-scale planning method, which may refer to a city’s planning field, 
may not be relevant in my landscape design research. 
Rhizome 
  Corner refers to Rhizome as an open-ended characteristic and uses his own 
practice to develop it. It is a system that allows connection from any point to 
any other point. It is not a tree-like system. Instead, it is acentric, non-
hierarchical and always self-expanded by various contents. Basically, it is a kind 
of collage representation; one example is Corner’s Windmill Topography, 
which may not useful in my trans-dimension research because these practices 
may not have “the propositional force to do”. 
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5.2.4 Practical examples 
 Claude Cormier uses montage to draw the viewer into the landscape beyond 
the simple frame of the drawing and afford an infinite edge with Toronto’s 
skyline. 
 
Figure 76. Garrison point with Toronto skyline over David Hockney’s “paper 
pool 25”. (Cormier, 2013) 
 
Figure 77. Garrison point. (Cormier, 2013) 
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  Yves Brunier embraced many techniques to create his coloured, layered 
collages. He uses both high-cost and low-cost material such as oil pastel, ink, 
gouache, wire mesh, foil and Q-tips. Most importantly, he tests the translation 
of photomontage to build landscape. In the Museumpark in Rotterdam, 
Netherland, he embraces the textural relief in photographs that become actual 
compositions in the real project, and geometric figures become grassy lawns. 
One example is the picture below which shows white brushstrokes in the 
background which has many trees, and strokes are layered over a horizontal 
wall that has scored tin foil, so in the real park, the trees are intended to be 
reflected infinitely by a horizontal mirror which is marked with foil. 
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Figure 78. Museumpark Rotterdam: White orchard on white sand with 
reflecting wall. (Brunier, 1989-91) 
Figure 79. Museumpark. (Insideoutside, 2008) 
  Garden State is a choreographed community environment landscape 
experimentation inspired by Libertarian and designed by MAMAZA (resident 
artist group) and SAC faculty second year specialisation. It is a theatre located 
in the Frankfurt Art Centre. It consists of boxes, plants, living room furniture, 
light system and sound system. These elements are flexible to move and create 
nooks and crannies to enable people to inhabit it. The plants were donated by 
Frankfurt citizens, the designer arranged them using a cartographic strategy, 
which is remapped by the respective geographic origins in the city. The 
remapping system is divided into a 50x50-centimetre grid, layered onto a 
representation of the map of the city. The overlaying plants provide the garden 
with various levels, depth and amazing perspectives. 
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Figure 80. Map of plants in Garden State. (MAMAZA, 2014). 
Figure 81. Garden State. (MAMAZA, 2014). 
Figure 82. Garden State. (MAMAZA, 2014). 
  Richard Weller proposed a Z2+C exhibition project, which he describes as “a 
painting, a text, a machine, a plan and an experiment”. He also claims it is a 
painting which does not provide a landscape scene or perspective. Instead, it is 
self-painting by growing plants, ever-changing fungi and stains. He wants to 
show the dictionary definition of nature, but he removes the word nature and 
just keeps the text. It shows the co-dependency between viewer, machine and 
organism. It is a representation of nature.  
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Figure 83. Z2+C exhibition project. (Weller & Barrent, 2005) 
In association with the architect ARM, Weller and his studio – Room 4.1.3 – 
won the competition for the National Museum of Australia in 1997 and this 
project was very controversial. 
 
Figure 84. National Museum of Australia. (Weller & Barrent, 2005) 
73 
 
This project has “educational narratives, tourist attractions, academic texts and 
crystallizations of contemporary design discourse” (Weller, p204). He further 
indicates Australians believe drawing on land is an important statement 
identity because Australia began with an overlay of European landscape 
mirages on a massive, completely New World terrain. He wants to create the 
identity of civilization of the vast land, both socially and economically.  
From the aspect of the site and the city, there is British picturesque style and 
Cartesian style. Weller playfully bent, stretched and knotted the axes around 
the lake. This enables a metaphoric shape which establishes a self-organising 
complex and feedback. It also suggests a profane modernity explanation that 
binds Y and X axes, the Cartesian matrix. Many of the lines of the knot could be 
further extended as fabric in landscape architectural design (one knot is 
architecture), which Room 4.1.3 and Ashton Raggatt and McDougall had 
already established at Federation Square in 1997. The looping of the axes 
becomes the guideline to configure the architectural and landscape spaces, 
which point to Parliament House and Uluru, as the geological tourist 
attractions of the metaphoric centre of Australia.  
The Garden of Australian Dreams is a map that visitors can follow and read. It 
contains rich information such as a map of Australia, David Horton’s map of 
the linguistic boundaries of indigenous Australia, geology maps, dingo fence, 
the Pope, the word home translated into many languages. It suggests the 
contemporary cultural landscape of Australia and has been criticised for being 
a garden with no plants. 
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Figure 85. National Museum of Australia. Garden of Australian Dream. (Weller 
& Barrent, 2005) 
   
5.3 Recent montage  
  The “Re-Constructivist Architecture” Exhibition was held in New York, 2017. 
“It features the work of thirteen emerging architecture firms (most of them are 
young Italian architects) alongside the work of Coop Himmelb (l) au, Peter 
Eisenman and Bernard Tschumi.” It focuses on rebuilding the “Lost Art of 
Architectural Language” in Rome against the “typical parametric and highly 
schematic rationales that characterized the last thirty years of design in 
architecture”. Every firm was asked to design a theoretical house in the 
countryside of Rome. These architectural languages were renovated compared 
with their past utilitarian purposes. The complex architectural language was 
simplified and transformed. To achieve the revision of language, some of the 
firms used montage and collage techniques. 
MAIO’s office used a kind of photomontage technique to extract architectural 
icons and detach them from the original building and converge them into the 
site to suggest a blurred and refined boundary between public and private 
places (the three photos below). 
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Figure 86. Collage for Rooms for a Discontinuous Villa. (MIAO, 2016)
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Figure 87. Plan for Rooms for a Discontinuous Villa. (MIAO, 2016) 
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Figure 88. Model for Rooms for a Discontinuous Villa. (MIAO, 2016) 
Another design in the exhibition, Pointsupreme, proposed a villa which consists 
of one small sleeping cell with a billboard façade, while a luxury Italian garden 
occupied most of the site. In this design, the collage is a photomontage 
technique which juxtaposes the billboard and Italian garden in a design. 
78 
 
 
Figure 89. Roma Villa. (Pointsupreme, 2016). 
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The same studio (image below) also initiated urban design programmes in 
Athens by using montage to merge the conception plan based on revealing the 
hidden aspects of Athens city. They often juxtapose impossible and fantastic 
objects or design factors together in Athens city, and the outcome of that 
collage shows a new possibility of becoming, then the objects could “settle 
down” to possible spatial design. Although their conception has no possibility 
of being built, their methodology still provides a very useful starting point to 
begin a conceptual design and contribute to the procession of “from method 
to program” in my research. 
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Figure 90. Athens by Hills. (Pointsupreme, 2007). 
Figure 91. Archipelago Cities. (Pointsupreme, 2011). 
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5.4 Montage experimental test 
   This photomontage suggests a spatial feeling, which is strolling in the deep 
and vertical mountain.  It connects New Zealand’s small mountain with Chinese 
landscape painting, indicating a potential spatial feeling that a small mountain 
could achieve in some way. Although the future design does not have to be a 
full-sized vertical space created by topography, it could be an indication of the 
aim of future design. In this collage, I use a grid system which, as I have 
suggested, is used by Superstudio as well as in western perspective since the 
Renaissance, and this grid was interpreted by eastern “San Dian Tou Shi”, 
multiple vanishing points. Thus, these perspective photos could be arranged 
within this landscape painting and find the place where they could be. In this 
illusion, the narrow walking path in the photo was juxtaposed with the 
waterfall between the hill (right), and the small cliff in the painting seems to be 
above the overlooked branch road in the photo (bottom). The deep valley in 
the painting was replaced by the valley of tree-people-path (left), and the peak 
of the painting has a sculpture in the photo (top).  
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Figure 92. Collage 1  
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Figure 93. Collage 2 Mountain Tanks 
1. Tanks mountain, which is a kind of 
post-industrial landscape. The tanks, 
left at the waterfront on Auckland’s 
wharves, have a similar spatial 
feeling to a narrow valley in a 
mountain area. From this aspect, the 
remaining tanks embrace visitors 
who explore them like exploring a 
valley. As a result, when we consider 
how to recycle the tank area, we 
could re-arrange tanks and create 
various routes which are symbols of 
path or trace, then these new 
interventions may give the old tanks 
a new oriental aesthetic. 
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Figure 94. Collage 3 Neglected Garden                                         
2. Neglected Garden.  
This is a typical neglected garden, with overgrown vegetation, overgrown 
paths and inadequate facilities. It is surrounded by a beautiful pond and 
stream, which make it a private place. A Cubist montage shows an object from 
all its perspectives, so it could present its space sequence. This place does not 
need to be re-arranged, but its surface needs to be improved and brightened. 
The line and spot pattern in the background could combine with the grid as 
further development. It could be the best place in the campus. (For this project 
see document of terrain vague, Appendix 2). 
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Figure 95. Collage 4  
3. Floating Bridge & City Colour 
This is a common New Zealand city view – perfect landscape but not fully used. 
The Chinese painting is Chang Dai-chien’s Aihen Lake in Switzerland, which 
is  expressed with a splashed-ink technique; he uses fabulous colour 
composition and abstract shapes to describe a western lake with eastern 
painting. I use this unpredictable colour pattern to explore the possibilities for 
the waterfront area, both in shape and colour composition. A bright path links 
the margin reserve and bridge, and the land could provide visitors a great place 
to enjoy the perfect, natural landscape and have fun on an enclosed stretch of 
water. 
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4. 
Figure 96. Collage 5 .  
This is the negative aspect of an overpass, a completely void place for a city. 
Considering this place has charming and contrasted light, what designers need 
to do is attract people to come here and do something by giving this place a 
lively active, quality –  and people may become involved. 
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Figure 97. Collage 6. 
 
  In the experimental Photomontage 1, a shadow place is neglected. This place 
is an entrance to Mt Eden near the residential area, so it could be an open 
place. I try to combine it and overlay an open lake painting to find some 
similarity of space. This dark bush is related to McCahon’s spatial feature, so 
next I paste a drawing of McCahon’s Kauri tree which has many rectangles. I 
use them to assimilate the group of geese in the light rectangle because they 
have a close quality. This rectangle in the photomontage could become glass or 
a mirror block to reflect, scatter or focus the light, or change the incident angle 
of the light, which may change the illumination of this gloomy place.  
  In the experimental Photomontage 2, I chose a site in Mt Eden, located on a 
hillside which has no pathway, but people walk a route, which is dangerous , 
steep and wet, especially in winter. I hoped there would be a comfortable 
landscape installation like steps for people to use and maybe benefit the 
environment. In this circumstance, the light and illumination at the top of the 
hill is sufficient and bright, so this experiment is suitable for Hanly’s lively 
colour. 
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Figure 98. Photomontage 1. Chinese, Japanese and McCahon’s brightness. 
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Figure 99. Photomontage 2. Waterfall. 
90 
 
  Taniwha, as a kind of kaitiaki, live near the water and guard it. I found a 
secret/sacred spring at Unitec that was full of rubbish.  
  In the experimental Photomontage 3, I use the “Gathering at the Orchid 
Pavilion” as a background. This is a group of literates sitting near a stream, 
drinking the liquor which flows from the upper steam. I replace the water with 
the photo of Unitec’s spring and transform literates into Taniwha and insert a 
bottle in the water. Perhaps people abandon rubbish here because this place is 
too secret, and they would not be seen and feel guilty. Through installing 
several environmentally friendly art installations which are an abstract of 
Taniwha, I hope people sitting here may have a sense of “being watched”, and 
then they could be aware of protecting the water from pollution. 
  This is a further experiment of three. It is the platform I mentioned in Mt 
Eden, which doesn’t drain water well. In Maori legend, Taniwha may bring 
water into the ground. If people want to go through this place they need to use 
a green branch to tell that they are coming, so if there was a rain garden to 
collect rain and drain water off the road, the road could be green wooden 
material to fit the story, and would be a good reference to the Taniwha to 
bring local culture to tourists. 
 
 
 
Figure 100. Photomontage 3. Taniwha 1. 
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Figure 101. Photomontage 4. Taniwha 2. 
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6 Design experiment tests 
6.1 Wynyard Point Tank Farm 
There are many designs for redevelopment of this area, but none seems 
concerned with the typology of a city’s landscape composition.  They just 
remove the tanks that belong to Auckland or New Zealand, which could be a 
kind of post-industrial cultural heritage, as a memory of the development of a 
city. Europe, for example, Germany, Britain or Spain, all have these kinds of 
special designs. 
 
Figure 102. Current Site. 
So, in my case study, I mainly focus on how to reuse the post-industrial objects 
– tanks. In this design, the function follows the form. As part of this site will 
become the base of the America’s Cup, this is the analysis of the original 
features of Wynyard Point. 
This diagram is about the typology of tanks with one axis showing whether 
they are scattered or concentrated. Scale is shown by another axis.  
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Figure 103. Table of scale. 
The biggest tank group are the largest in size and they are in middle – not the 
most scattered and not the most concentrated. These six tanks are here, the 
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biggest tank has a 20-m radius and is 14 m high. The smallest has a 6-m radius 
and is 10 m height. They could become a series of exhibition spaces connected 
by paths and they could exhibit the America’s Cup. 
An eastern painting about a classical garden and a pavilion on an artificial rock 
cave is the prototype of the paths in the design.  
 
Figure 104. Current Tank. 
Figure 105. External image. 
Then, montage suggests a possible way to connect these tanks and produce 
the meandering spatial sequence. 
More specific operations about the innovation are the detail of artificial rock 
on the painting, which provides the visitor with an interesting crossing routine 
to enter and exit.  
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Figure 106. Tank Collage 1. 
In the illustration of the pavilion and the rock cave, the cave contains three 
subspaces which relate to the upper building. 
These two diagrams that existed in montage, inspired me to create the same 
spatial feeling in the tank design.  
96 
 
 
Figure 107. Path diagram. 
Figure 108. External image. 
In the proposed design conception (diagram below), the tanks are connected 
by elevated paths, some of the domes were removed, while the biggest dome 
remains to provide visitors high ground to look out from. It creates 
concealment and a surprise experience. Visitors move from scene to scene 
within enclosed tank galleries or open-air tanks with plants inside or by 
winding paths which conceal the scenes until the last moment. The scenes 
would suddenly appear at the turn of a path, through a narrow clump of two 
tanks, or hidden behind a screen of plants. 
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Figure 109. Typology 1. 
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Figure 110. Typology 2. 
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The typology 03, 04, and 05 are 1.5-2 m in radius and around 10 m high, and 
1.5-m distance from each other. They could barely house people, but there is 
space to walk between and through them. So, they could be an open-air 
gallery which needs a unique entrance and interesting movement. With some 
images and paintings about the entrance, I made a collage. Three types of 
diagrams show how the tanks are organised, and they come from different 
tanks and turn out to have different uses. 
The entrance design enables the visitor to walk through the very stylised 
entrance, wander among the forest and tanks, and see the artistic products 
attached to the façade of the tank.  
 
 
 
Figure 111. Tank Collage 2. 
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Figure 112. Typology 3. 
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Figure 113. Typology 4. 
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Figure 114. Typology 5. 
103 
 
In the most scattered tanks, typology 06, one side is the exhibition space 
surrounded by other types of tank and pier. This could become a plaza, and 
facilities could enclose an open space. The entrance and the exit are in this 
direction, as in the image. So, I picked a painting that has the same 
composition, and transformed it into an entrance green space and a seating 
area. The red objects are benches while the green linear space could be lawn 
or plants, and the rest of the plaza is paved.   
 Figure 115. Tank Collage 3. 
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Figure 116. Typology 6. 
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The end of Wynyard Point has a great view of the harbour, but people fishing 
here make the pier messy and get mixed up with visitors, so I designed many 
layers of platforms which have different heights to separate the flows. 
 Figure 117. Tank photo
 
Figure 118. Tank Collage 4. 
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Figure 119. Typology 7. 
107 
 
 
Figure 120. Typology 8. 
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Figure 121. Aerial View.  
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6.2 Unitec Tower 
Context: 
An ivory tower is a symbol of university, and notable universities have towers. 
What landscape architects could do is design an ivory tower here, and people 
could say Unitec is as good as a university now. 
Unlike other universities’ huge structures, the institute’s tower should not 
show off its political power, instead it should reflect the context of the 
institute itself, with the new structure reflecting the environment where it is 
located and have the connection with the surrounding. 
In the transformation, the vocabulary “reflect” in architectural language is 
represented by mirror. The vocabulary “connection” in architectural language 
is represented by the visual connection to and from the tower. 
In the end, Unitec’s tower is going to stand here, acting as a Rem Koolhaas’ 
metaphoric architecture. 
 
Montage: 
Use collage to juxtapose photos of famous universities to the site, then see the 
events happening in the montage. Insert eastern objects to replace similar 
structures. 
Site: 
This is a garden in the campus at Unitec which was originally designed to 
commemorate women obtaining the vote in New Zealand over a century ago, 
but now it is hardly a beautiful garden because it is dark and overgrown with 
plants. It is surrounded with picturesque surroundings, pond, stream, plants, 
lawn. 
So, the proposed design needs to build the connection between the road and 
the garden, providing paved ground for the users shelter from wet weather, 
and serve as an attraction to public events. Prototype: 
Taihu stone, commonly known as scholars’ rocks, has natural shapes and 
qualities of thinness, openness, perforations and wrinkling. These qualities 
could give a tower the connection to the visual and physical environment. 
Since observers could see through the tower as well as the stone, the visitors 
are able to: see the pond and stream through the underside of the tower and 
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see all the activities happening around the site over the tree top. Even the 
branch of the tree could reach into the windows. (See diagram “The relation of 
the tower with environment” below). 
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Figure 122. Site Collage. 
Figure 123. Site Proposed Collage 1. 
Figure 124. Site Proposed Collage 2. 
Figure 125. Site Proposed Collage 3. 
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Design process: 
Inspired by my montage, the wide range of towers, domes, façades and halls 
derived from universities have possibilities to be transformed into a new 
design. At the same time, this architecture could be replaced by eastern 
objects according to the potential utilities and the connection between two 
cultures.  
Practical function: 
In the montage, I keep the top-left corner objects as my design prototype, then 
remove the wooden corridor and plants around it, and connect the road with 
garden and pond through the underside of the tower. Then the underside 
becomes the shelter to replace the function of the original pathway. The new 
shelter is not dark and overgrown anymore, and it provides views to see the 
pond directly. The natural terrain provides a sloping ramp towards the pond, 
so people could sit beneath the overhead tower steps.  
The upper tower and its steps constitute a performance stage, which has an 
opposed independent staircase system that separates the flows. One staircase 
serves as a stage while another provides “seats” for the observer. Observers 
and performers start from two independent entrances of steps, entering the 
inner tower but never physically connecting to the other group. Live music, 
language, arts and dancing could happen on this stage and, furthermore, by 
utilising the vertical space, performers could create arts specifically for this 
tower, for Unitec. During performances, the tower base still acts as an 
independent space for people who just want to sit down in front of the water. 
The branches of the surrounding trees could reach into the windows of the 
tower, providing a magical visual feeling. The windows are derived from the 
morphology of the rock in the montage.  
In effect, the tower is a functionally triple-overlaid structure. 
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Figure 126. Plan. 
 
Figure 127. Staircase. 
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Figure 128. Morphology of Guan Yun Feng rock. 
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Figure 129. The relation of the tower with environment. 
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Figure 130. Rendered perspective. 
 
Figure 131. The pond through the bottom tower from the road. 
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Figure 132. From the bridge opposite pond to the tower. 
 
Figure 133. Top of the tower, it does not have a roof, so the natural light can 
come in. 
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Figure 134. Perform with existing plants. 
 
 
 
 
 
 
119 
 
6.3 Ports of Auckland 
  On 1 May 2018, architectural firm Archimedia published a proposal for the 
site currently used as a container terminal when it is vacated. This project 
takes this site and produces an alternative design. 
  Auckland does not need more volcanic cones or trees, but it lacks high-rise 
housing and a proper urban waterfront. 
  Auckland may need: 
  Te Papa, a new stadium in the city, houses, mixed-use buildings, public sports 
playgrounds, parks, a bike lane from Britomart to Tamaki Drive, urban water 
front……. All of them could fit into the site. 
  In my design process, the first stage is to make some montages to see what 
will happen. I made them based on the theory in the book, Collage City, by 
Collin Rowe and Fred Coetter.
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Figure 135. Collage of ports 1. 
Figure 136. Collage of ports 2. 
  The design factors could be: recover memories from pre-European history to 
maritime commercial facilities today, hydrology and coastal inundation, view 
shafts. 
  The design methodology will be taken from eastern painting. The first 
painting inspires the design of the site, the second painting inspires the design 
of the relationship between the site and the city. 
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Figure 135. Collage of ports 1. 
Figure 136. Collage of ports 2. 
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Figure 139. Aerial View. 
Figure 140. Plan. 
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In this design, the roof and floor plan are the response to the aim of being a 
reminder of the history of the site. The two megastructures are mixed-use 
buildings, enclosing an area as a courtyard which aims to activate the 
courtyard as the artificial attraction in the ports. It is also a channel, which is an 
enclosed urban waterfront surrounded by retail and commercial areas. 
Cruising berths and sinking platforms create the foreground of the project, 
followed by the walkway and bike lane. The bike lane stretches back to the 
structures in the middle of the site and to the waterfront, providing an 
amazing experience which is originally from the paintings. 
  
Figure 141. View enviroment. 
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Figure 142. Viwe analysis.
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Figure 143. View Section and Collage 
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 Figure 144. Jellico Wharf. 
127 
 
  
Figure  145. Street car access.
 
Figure 146. Bike lane.
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Figure 147. Cruising berth.
 
Figure 148. Building height. 
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Ports of Auckland- Bledisloe container wharf 
As the design Proceeds there is a blank space between land and sea. The 
diagram shows, it shows the wharf is extensive compared to most of the water 
front design in Auckland. 
I also observe that Mission bay is the most popular beach in the Auckland- it 
has a unique beach- lawn- drive way- commercial spatial sequence. There is no 
interruption between water activities and field sports. So, this sequence may 
be useful in the design of Bledisloe wharf. 
 
Figure 149. Comparison. 
To extend the range of the design, I choose a Japanese movie “Millennium 
Actress” to extend the role of painting and sculpture. But I will continue the 
montage methodology especially as montage derives from film techniques. 
Millennium Actress is an animated film which extends storytelling in film to 
new levels of effectiveness. Satoshi Kon tells the story of a legendary actress 
whose life and career sparks the interest of documentary director Genya 
Tachibana. 
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Its narrative structure could be transformed to architectural language, which 
are “film within film”, “flashback” and the “blurring of observer and actor”. 
Film within film 
“'Millennium Actress' adopts an esoteric 'film within film' form that is disclosed 
in flashbacks by the actress, Chiyoko. the highlights of her cinematography are 
interwoven with real events of her life, and both fiction and non-fiction aspects 
of her life adhere to the context of concise Japanese history. Some of these 
flashbacks at least in their thematic references recur more than once, and 
variations between them become clever plot devices that lend meaningful 
depth of time and space to the film. “(IMDB, 2003). 
 
Flashback 
 
“The recurring and consistently relevant symbols in the flashbacks not only 
pique the viewer's interest, but also anchor a means to explain the psyche of 
Chiyoko. Her reaction in each flashback and present to one particular entity is 
another indication of her perspective on her love, one of many signs of deep 
implication that enhances the film.” (IMDB, 2003). 
 
Blurring of observer and actor  
 
The story teller in the movie is Genya and his assistance. They are director and 
photographer in the action. They show up in the Chiyoko’s movie, as well as in 
her real life. Sometimes Genya acts in Chiyoko’s movie (wears in costume in 
the movie) as actor, sometimes he is the story-teller of her movie. (wears a suit 
in the movie) But the photographer is never a participant in the acting but is 
the pure “observer”. 
 
The first factor, “film within film”, interprets “The city in the city, Berlin: a 
green archipelago”. By Oswald Mathias Unger and Rem Koolhaas with Perter 
Riemann, Hans Kollhooff, and Arthur Ovaska. 
 
“The architects’ attempt was to find both poetic and realistic solutions to the 
pressing problem of West-Berlin losing inhabitants. They proposed turning 
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West-Berlin into a veritable archipelago of architectural moments with vast 
green spaces in between.  This idea was taking one of Berlin’s pre-existing 
urban conditions further and to the extreme.  (When one revisits the original 
proposition of Berlin as a green archipelago, one cannot but observe how 
Koolhaas’ later morphological sketches, often almost comic-like, take their 
starting point here, in morphological sequences, reading, analysing, and 
interpreting Berlin.” (Schnoor, 2017, p632). 
Auckland’s pre-existing urban condition is connected but separate from the 
waterfront. Toy (1976) suggest a model of Auckland which communities 
surround and cantered the Waitemata harbour, ferries connect the daily life 
and vehicles connect the cluster of community. This waterfront-based city 
could replace the “The city in the city” with “the waterfront in the water 
front”, which turns Bledisloe container wharf into a veritable archipelago of 
water front urban design moments with vast green space in between. 
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Figure 150. Berlin archipelago. (Ungers, 2013, p) 
 
Figure 151. Berlin archipelago. (Ungers, 2013, p) 
The second factor, flashback, could combine and interpret “the Manhattan 
transcripts” by Bernard Tschumi. Since the movie uses flash back as a narrative 
method, different stories are isolated and connected by flashbacks of the 
movement of characters, the setting of the action or the reality and illusory. It 
uses a deconstruction relationship to architectural language. Manhattan 
Transcripts show a similar composition, which split space based on the 
intrusion of architecture by human’s movement. 
Based on deconstruction, the various water front urban designs could be split 
and reconnected together. The observer witnesses a seamless tableau of 
Japanese history in the movie by montage, it connects the scenes by common 
element from as least two scenes. The reconstruction could utilise the 
“element montage”, connecting different water front designs. 
The third factor, the blurring of observer and actor, isolates one urban design 
away from the cluster, as a metaphor of the observer from the movie. 
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Figure 152. Manhattan transcript. (Tschum, 1994, p). 
Figure 153. Manhattan transcript. (Tschum, 1994, p). 
Figure 154. Manhattan transcript. (Tschum, 1994, p). 
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Figure 155 Film, montage and transform of the waterfronts (above) 
Figure 156 List of used water front design (below) 
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7. Conclusion 
Significance of research findings 
The basis of this thesis is the process of translating painting, sculpture and 
historical maps into landscape architecture. In this research I developed an 
increased understanding of how aesthetics influences landscape design. To be 
more specific, I discovered how western and eastern culture could be 
connected by the aspects of cultural objects, and I developed an understanding 
of the structure of seeing paintings from the different systems of perspective 
between different aesthetics. Through a western perspective, seeing eastern 
landscape painting can contribute to enlivening the tradition and provoking 
new possibilities of design. This thesis also includes the way painters see New 
Zealand, and their artistic representation of the local environment.  This could 
be shaped by the scope of eastern painters and reinterpreted to produce a 
landscape design. The significance of my investigation is that the connection 
between painting and landscape architecture can be addressed by how people 
see both activities. The success of the translation could be measured by the 
perception of seeing one and seeing another. 
The methodology which set out to use James Corner’s montage technique 
enabled me to explore how to systematically understand the influence on 
landscape design by juxtaposing relevant images, photos, maps, etc. I found 
this methodology relies on how much I can read from the representation in 
images, which is also the suggestive potential of montage. From the study of 
Collin Rowe to James Corner to reconstructive architects, there is a continuity 
and developing ability to reference external and historical content in local 
urban development.  
 
Limitations and future work 
  Although the montage methodology that I have adapted was systematically 
developed by a landscape architect, this contemporary use of Chinese painting 
has been in architectural design rather than landscape design. I realise now 
that my test designs are more architectural interpretations than a typical 
design of landscape architecture.  
  With the viewpoint study, the emphasis on the perspective system led the 
approach, but there are still many different aspects that could link eastern and 
western culture. I tried to extend the content of cultural objects, but because 
of the perspective study, the best source of translation by perspective would 
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be addressed by painting, which could also be considered as a limitation in 
connecting the two cultures. If I had worked differently, I would like to have 
chosen another liaison to link the source and design. 
  I have been challenged at workshops that my methodology appears to be a 
linear process to a solution. However, I have tried various alternatives as I 
design but to achieve them all in detail would make the thesis too lengthy. 
 The current design still suggests possibilities. The Wynyard project could be 
used in other spaces which need to build a unique vertical flow or path system, 
but it also shows possibilities for how to apply the painting pattern on a flat 
plaza. The Unitec tower project could link architecture design with 
environment. The Ports of Auckland project is based on the abstraction of 
elements in painting and relevant collage. The logic of showing and hiding, 
taken from eastern painting, could be considered in other designs requiring an 
historical background.  
Further reflection 
    I moved from drawing to movie in the last month before exam presentation, 
which is a significant change in the process of my research. It means I finally 
decide not to alternate between “conceptual design” and “practical project” 
but to focus on linking the external resource (movie) and architectural theory 
(Ungers and Tschumi). This is an important step in my research, which is not 
like the preceding projects where I tried to balance the concept of hybrid 
aesthetic and practical use. The selected movie is neither but a declaration of a 
city. That declaration has a more direct relation with architectural theory, so it 
makes more sense than the other projects. It returns to montage practice 
while still developing a connection between external resource and urban 
design. The connection mainly focuses on the vocabulary which could be 
discovered and retrieved from the use of montage in the movie. (Although the 
connection also was discovered from the narrative structure, but the montage 
technique realizes the structure in the movie). It is fortunate that I finally found 
the linguistic connection from montage that could be used in design. The first 
three projects work on the surface of the photography but do not go deep into 
its origins. The tank farm design directly abstracts the pictorial aspect while the 
Unitec tower further excavates the transformation of vocabulary. The ports of 
Auckland projects involve not only painting but also historical maps. I believe 
because of those hybrid experiments, I finally developed the methodology of 
transforming the movie into Bledisloe wharf. It can be argued that the origin of 
language relies on an arbitrary relation between the word and the object that 
it represents. This can be applied to the origin of architectural design, but my 
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method developed the design and developed it, and other architects could use 
that methodology and apply image to landscape architecture. 
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